WORKING PRINCIPLES 


A fourth way in which those who bring into existence works 
of art transform that nonautonomous-nonaesthetic phenom- 
enon that announces itself to consciousness at first clos- 
ing into an autonomous-aesthetic phenomenon is by arrang- 
ing/ordering the components of the art object in such a 
manner that the sequential and/or developmental stages 

of a given thought/action/process are identified and/or 
described--think about the work of art on the presenta- 
tional level and think for example about Western music 

in the period 1600-1900 and know that because of the use 
of the principles of functional tonality and modulation 
in that period every formation of horizontal/melodic and 
vertical/harmonic tones in a tonal composition has a de- 
finable relationship to every other such formation in 
that composition--the basic musical technique being di- 
rectional movement think for example about the rising 

and falling musical lines and about the simultaneous 
musical lines that relate to each other in harmonic pat- 
terns in for example Mozart's Symphony No. 41 in C Major 
K. 551 "Jupiter" think similarly about the fact that the 
use of the principle of development is a necessity in 
sonata-allegro form (the two principal themes--the first 
in the key of the tonic and the second in a complementary 
key usually the dominant or the relative major or minor-- 
that are stated in the exposition are to be varied and 
enlarged in the developmental section) and know that the 
complex structures of tonal music are excellent examples 
of the use of the principle of development on the presen- 
tational level of a work of art. Think about the manner 
in which Ingres for example applied the paint to the can- 
vas in bringing into existence Bather at Valpingon (1808, 
56 5/8" X 38 1/4", Louvre, Paris) and think about the 
manner in which Monet and Pissarro applied the paint to 
the canvas in bringing into existence respectively for 
example Spring Trees by a Lake (1888, 29" X 36", Phila- 
delphia Musuem of Art, PA) and Avenue (oly al Opéra (1898, 
BOOS ao a Zis, Collection Mrs. Carroll 5. Tyson, 
Chestnut Hill, PA) and know that the brush stroke of im- 
pressionism in painting like the use of language of the 
literary impressionists--most notably Emile Zola--is 
convincing testimony on the presentational level of the 
impressionistic work of art that impressionism in the 
arts is concerned with identifying and describing the 
sequential/developmental stages of particular thoughts/ 
actions/processes. Similarly are not the organic struc- 
tures created by Gaudi and F. L. Wright designed so that 
they will appear to the greatest extent possible as in- 
tegral components of the developmental process of nature? 





